was deliberately meant to symbolize the national unity that Reconstruction had so far failed to restore. 1 Lanier's poem "The Centennial Meditation of Columbia," or the Centennial Cantata, asserts national continuity by personifying America as a single entity, the goddess Columbia, whose declaration "I was: I am: and I shall be" asserts a national will to endure. 2 Lanier was not the only poet, however, to mark the centennial, for Walt Whitman's 1876 "Preface" also references "the Centennial at Philadelphia," describing Leaves of Grass as "my contribution and outpouring to celebrate . . . the first Centennial of our New World Nationality." 3 Both Lanier and
Whitman, then, seize the centennial moment to look beyond civil war toward national unity.
In doing so, however, each poet provides a different account of the nation's history.
Whitman invokes the Revolution of 1776 to celebrate a "New World Nationality" that coincides and I shall be" echoes assertions of divine permanence in the Bible's Old and New Testaments, 4 and the poem itself supports such permanence by reaching back to a time well before the Revolution when "Jamestown" and "Plymouth" first struggled against "Famine" and "War"
("CMC," 61). Thus Whitman's narrative of maturation-the struggle of American patriots to free themselves from the British and pursue a "Democratic career"-contrasts with Lanier's narrative of perpetuation, in which British settlers struggle to extend the ways of the Old World into the New.
Bound up with these different narratives of national history are different approaches to poetic form. "[M]y form," writes Whitman, "has strictly grown from my purports and facts, and is the analogy of them"-that is, free verse is the "analogy" of "a revolutionary age" (LG, 755).
For Lanier, the Centennial Cantata's form involves "the short, sharp, vigorous Saxon words
[that] broke, rather than fell, from the lips of the chorus" 5 -and these are not "analogies" of the Revolution but relics of a prior civilization: "[T]he author desiring to experiment upon the quality of tone given out by choral voices when enunciating Saxon words, as compared with that from smoother Latin derivatives, wrote his poem almost entirely in the former" ("CC," 272).
Thus, while Whitman's centennial writings link poetic form to America's revolutionary origins Lanier derives the formal features of his Centennial Cantata from a source that predates both the Revolution and colonization-from the "abrupt vocables" of Anglo-Saxon ("CC," 273).
By insisting on Anglo-Saxon sounds in the text of his cantata, Lanier redirects the force of the line "I was: I am: and I shall be," for although spoken by the New World's goddess Columbia, these are Old World sounds. And it is this focus on sounds, I will argue, that underwrites Lanier's break from Whitman's "New World Nationality." Where Whitman asserts
an "Indissoluble Union" (LG, 747), Lanier's concern is the sounds of Anglo-Saxon; where By linking Lanier's and DuBois's commitments to racial forms, I will demonstrate that their categories of Anglo-Saxon and Negro are structurally identical, each relying on racialized sound. What this similarity suggests is that the commitment to race-specific sound was not just to what Houston Baker has called "African sound" and Eric Sundquist "a sound that is . . . PanAfrican"-but it was also, and initially, to Pan-Anglo-Saxon sound. 6 Moreover, by questioning the plausibility of such panracial sound, whether Anglo-Saxon or Negro, I will show that relying on form to do the work of racial identity ultimately amounts to an act of arbitrary imposition, one that appropriates literary form to the project of underwriting the racial politics emerging in the postbellum United States. Finally, I will show that this racialist approach to sound substantially alters the cultural significance of poems, shifting the focus from the meanings they convey to the sounds-and thus the races-they embody.
I. From Words to Music
Lanier's interest in Anglo-Saxon sounds stands apart from other prominent discussions of and he was able to turn it in that direction through his involvement with two emerging academic disciplines.
The first of these disciplines was scientific philology, which Lanier encountered at Johns
Hopkins, a research university patterned after the German model and founded in Baltimore in 1876. Having moved to Baltimore in 1873 to play flute in a local orchestra, Lanier petitioned Daniel Coit Gilman, the university's first president, for an appointment in "Poetry and Music," 12 and he later proposed a course "suitable to a student of philology who is pursuing Anglo- "is a set of tones segregated from the great mass of musical sounds, and endowed, by agreement, with fixed meanings. The Anglo-Saxons have, for example, practically agreed that if the sound man is uttered, the intellects of all Anglo-Saxon hearers will act in a certain direction, and always in that direction for that sound." 17 Lanier's phrase "endowed, by agreement" echoes Whitney's "arbitrary and conventional" signs, demonstrating Lanier's embrace of the fundamental claims of the new philology.
In embracing these claims, however, Lanier ultimately aims to redirect attention away from scientific philology and toward his own, somewhat different, concern: pure sound. If a language is "a set of tones segregated from the great mass of musical sounds, and endowed, by agreement, with fixed meanings," then "in the case of music," he continues, "no such convention has been made" ("BB," 276). Musical tones do not start out as meaningful; on the contrary, as part of "the great mass of musical sounds," they are "wholly devoid of intellectual signification in themselves" ("BB," 277), acquiring meanings only when incorporated into the conventions of a given language. The mistake, then, according to Lanier, is to read the effects of this social process-the arbitrary assignment of meanings to sounds-back onto the original reservoir of musical sounds and assume that music itself is meaningful. 18 Thus Lanier urges readers "to abandon immediately the idea that music is a species of language,-which is not true,-and to substitute for that the converse idea that language is a species of music" ("BB," 276); language, then, is music with a difference-with conventional meanings attached. Moreover, although linked arbitrarily to a meaning, tones retain their initial independence from that meaning, and
Lanier's aim is to focus attention on this ongoing musical dimension of a language, its status as an object not of linguistics but of "Acoustics." 19 Scientific philologists like Whitney, then, helped Lanier specify how linguists approach language, treating musical tones as arbitrary but meaningful signs, so that he could then set out his own quite separate desire to restore the tones of a language to their status as mere sound. Rescuing language's "musical sounds" from the procedures of linguistic analysis marks an important first step in Lanier's effort to imagine the Anglo-Saxon sounds of his Centennial Cantata as a basis for sectional reconciliation.
Lanier not only separates a language's musical status from its semantic function, he also elevates the former over the latter; to do so, he draws from a second academic discipline, the Saxon hearers will act in a certain direction, and always in that direction for that sound," but this convention is effectively suspended when the sound "man" appears in a poem ("BB," 276). "In fine," writes Lanier, "when the term 'words' is used as describing the peculiar set of sounds used in verse, the reader must understand it merely as a convenient method of singling out that specialized set of musical sounds made by the musical instrument called 'the human speaking- 
From Music to Race
To describe the Centennial Cantata as national music, however, is to overlook Lanier's concern with race, which emerges as he distances himself from contemporary debates on proper usage. Whitney, among others, used his philological findings to critique the notion, widely held among verbal critics, that "proper" language was the basis of an ideal cultural ethos. If all conventions of usage are intrinsically arbitrary, Whitney reasons, then no pattern of usage is more proper than another, and thus no speaker can legitimately invoke language practice to claim superior standing. This line of argument leads scientific philologists like Whitney to accept the shifting usage and slang so galling to verbal critics, for as Whitney asserts, the ultimate justification of any usage, whether refined or slang, is necessarily circular: "'It was the usage'" (LGL, 141). 25 A similar turn from the goal of "proper" usage is evident in Lanier's 1879 Johns
Hopkins lectures, but instead of merely dismissing usage as Whitney does, Lanier replaces the ethos of language users with the ethos of the language itself:
You may have observed that I sometimes speak of the Anglo-Saxon tongue with that peculiar kind of veneration which we accord to a great hero who has fought his way into a lofty position through unspeakable checks and discouragements. English is indeed the Washington of languages; and when you shall have reviewed with me for a moment the astonishing vicissitudes and overwhelming oppressions through which our Anglo-Saxon tongue has managed not only to preserve its idioms but to conquer into its own forms all the alien elements which have often seemed to tyrannize over it, I feel sure your reverence for it will be as great as my own.
26
While "reverence" is central here, it is reverence not for users of proper English but for English itself, as a self: by personifying Anglo-Saxon as an entity in its own right, as "the Washington of languages," Lanier makes explicit his impulse in the Centennial Cantata to replace the heroic national figure Columbia with his real hero, "our Anglo-Saxon tongue." Like Whitney, Lanier has no "reverence" for high usage over low, but unlike Whitney, Lanier does have reverence for persistent identity over assimilation. Thus the ability of Anglo-Saxon "to conquer . . . alien elements" and to incorporate them into its "lofty position" is ultimately a tribute to its ability to "preserve its idioms [and] . . . its own forms"-to remain itself. Whitney takes for granted the fact that "[a]ll living language is in a condition of constant growth and change" and seeks a descriptive "classification of the kinds of linguistic change," but Lanier personifies the language as an entity struggling to resist such change (LGL, 33, 36). 27 While philologists describe and verbal critics prescribe usage, Lanier sets usage aside altogether to focus on the identity inhering in the language itself: despite the changes that Whitney catalogues and verbal critics castigate, the language was, is, and ever shall be.
Lanier does more than praise the language's heroic self-preservation; his lecture also analyzes how it was achieved, addressing what he calls "poetic Form." 28 While Lanier admits that the language has undergone the very changes Whitney describes in grammar, pronunciation, and semantics, becoming almost unrecognizable to contemporary English speakers, 29 in poetic form, Anglo-Saxon remains, as he claims here of Beowulf, the same as it always was: "These words look strange and rugged enough to you at first; but on scanning them attentively, presently you will find one after another putting on a very familiar face and speaking to you with the voice of an old friend." 30 This familiarity stems from a "sense of rhythm which is well-nigh universal 31 Lanier's Anglo-Saxonism subordinates codes of conduct to scansion of poetic form, inspiring him to prepare two editions of ancient poetry to introduce children to AngloSaxon rhythms. 32 Lanier thus replaces Jefferson's reliance on Anglo-Saxon legal codes for instilling national character with a pattern of sound for perpetuating Anglo-Saxon racial identity.
Lanier's The Science of English Verse gets more specific about racial sounds when it identifies the formal features constituting the persistence of the Anglo-Saxon race over time:
"From the beginning of English poetry . . . through all the wonderful list down to the present day, every long poem and nearly every important short poem in the English language has been written in some form of 3-rhythm" (SEV, 110). Focusing on an example from the tenth century (see fig.   1 ), Lanier proceeds "to arrange twenty-five lines . . . so that the general reader though wholly unacquainted with Anglo-Saxon may represent to himself with tolerable accuracy the swing and lilt of the original sounds." Setting the words beneath musical staves, with each staff containing the three primary beats of his "3-rhythm," he provides "directions" for "pronunciation" (SEV, 114). What results is a "musical map" for reproducing, even in the absence of comprehension, "the mighty rhythm which beats through all these songs" (SEV, 118, 112). Commenting on the result, he concludes: "[I]n truth I do not know where to look in English poetry, old or new, for a succession of words which make more manly music as mere sounds" (SEV, 119). 33 Not only older poems display this race-specific sound; Lanier also finds "the most modern English verse tending into the very specific forms of 3-rhythm used by our earliest ancestral poets" (SEV, 137). Lanier describes Tennyson, his contemporary, as having "carried-on the ancient battle-rhythmus of the fathers," which "never varies from the beginning to the end of what we may call Anglo-Saxon poetry" (SEV, 142, 120). This continuity likewise applies to Lanier's own work. Having composed his Centennial Cantata in the precise forms-the "abrupt vocables"-of these Anglo-Saxon fathers, his line "I was: I am: and I shall be" is not only, as we saw before, simply being music (rather than being about the United States), it is also being Anglo-Saxon. Lanier, it would seem, is less an American than an Anglo-Saxon poet, and his
Centennial Cantata is less a centennial celebration of the nation than a millennial celebration of what he calls "our race" (SEV, 113).
Yet if words, as poetry, cease to mean and thus become pure sounds, why should the designation Anglo-Saxon still apply? If a poem's sound is just sound, with no institution of meanings behind it, then there is nothing necessarily Anglo-Saxon about it. Lanier himself effectively acknowledges this point when he suggests "the simple experiment of substituting for the words of a formal poem any other words which preserve the accentuation, alliteration, and rhyme, but which convey no ideas to the mind,-words of some foreign language not understood by the experimenter being the most effective for this purpose. Upon repeating aloud the poem thus treated," he says, "it will be found that the verse-structure has not been impaired" (SEV, 21).
If the verse-structure remains intact, then the poem, which is nothing more than this versestructure, remains itself. The words of a language like Anglo-Saxon are thus sufficient but not necessary to produce these sounds. But why, after separating these sounds from a given language's conventional codes, retain that language's name? If the label Anglo-Saxon serves to specify the institutionalized codes or conventions needed to decipher meanings but no meanings are present-if poems are music, not language-then why make reference to such codes? 34 Yet it is precisely Lanier's assimilation of poetry to music that enables a poem's AngloSaxon identity. Standing aloof from changing conventions, a rhythmic pattern arbitrarily designated as the embodiment of a language's identity allows that language to appear to be one self-like "the Washington of languages." For Lanier, the heterogeneity of conventions is overcome by the continuity of sound, which is more than mere sound in its also being AngloSaxon sound. As such, it remains itself across time, from the tenth century through Tennyson.
For Lanier, the arbitrariness of casting these forms as essentially racial presents no obstacle; race inheres in the formal features of archaic poetry, and the superintendents of racial continuity are people like himself, literary scholars empowered by their critical procedures to discern the racial identity intrinsic to a line. Poems become a repository for metrical effects that lie ready to be disclosed by formal analysis so that they can do the work of embodying the persistence of a race. While Lanier's application of musical notation to the study of poems has made only a marginal impact on prosody, 35 of far greater significance, we will see, has been this idea of reducing poems to racial music in order to assert the persistence of a race's identity. 36 II. Lanier's Anglo-Saxon Whitman
Lanier's reduction of poems to music encounters the opposite claim in Whitman's "Eidólons," a poem first published in 1876 and collected in that year's edition of Leaves of
Grass. The poem's speaker meets a "seer" who encourages him to "Put in thy chants . . . / . . .
eidólons," which "Ever shall be, ever have been and are" (LG, 5, 7). Whitman's line virtually repeats Lanier's "I was: I am: and I shall be," but while Lanier's line consists not of words but sounds (sounds that do not refer but, rather, embody "the ancient battle-rhythmus of the fathers"), Whitman's line contains words that merely mean, describing without also embodying "[t]he entities of entities, eidólons" (LG, 7). Thus Whitman separates the poem itself from the eidólon, and his commitment to doing so stems from the poem's more general adherence to a Swedenborgian doctrine of correspondences. 37 That is, the poem aligns all physical objects with privileged metaphysical counterparts ("The true realities" [LG, 7] ), as in the following correlation of the physical body with its more "permanent" eidólon: This embrace of improper grammar not only invokes contemporary debates about proper usage (that is, the distinction between the proper language use of a "special class" and the improper language use of the "entire people"), it also superimposes on that distinction a further distinction between two nations, between the English (who speak properly) and the Americans (who do not). 40 Calling for writing that Tennyson "cannot stomach," Whitman hopes to encourage an "autochthonous national poetry," "a national poetry which was not English but American" (PW, 
By God! ef they don't fling a rope, I'll push the nigger in!" (PPO, 41-42)
The problem, according to this speaker, is that Northern-backed legislation like the Civil Rights
Bill places Southern whites, many of whom were already denied civil status because of their rebel activities, in competition with newly enfranchised blacks. 48 The response this speaker envisions, to "push the nigger in," both offensively and succinctly captures the contemporary politics that Eric Foner describes: while the late 1860s saw a "New Departure" in which Southern "Democrats . . . proclaimed their realism and moderation and promised to ease racial tensions," the period after the 1873 depression saw a change as "Democrats throughout the South were abandoning the centrist rhetoric of the New Departure in favor of a return to the open racism of early Reconstruction" (R, 412, 547). Assisted by Klan violence, this change ultimately led to a widespread sense of "Redemption" for whites, and their return to an exclusive hold on power. 49 More than merely a Southern policy, Redemption enjoyed the tacit support of Northern whites as well, for as Foner notes, by 1875, "Northern support for Reconstruction was on the wane" and "Congressional Republicans had little stomach for further intervention in Southern affairs" (R, 544, 556). They thus permitted a return to "home rule" (R, 581), the 1877 HayesTilden compromise reflecting implicit acceptance of the Redeemers' white supremacist programs. 50 As the Nation remarked after the withdrawal of federal troops in 1877, "The negro will disappear from the field of national politics. Henceforth, the nation, as a nation, will have nothing more to do with him." 51 Lanier's speaker proves prophetic: it is now blacks, and no 
Dvořák's American Music
Lanier's exclusion of African Americans from the American centennial exemplifies the kind of treatment the Fisk Jubilee Singers frequently endured. Although the group "sang the slave songs so deeply into the world's heart that it can never wholly forget them again," 53 J. B. T.
Marsh's history of the Fisk Jubilee Singers registers the "odious and cruel caste-spirit" that confronted the group during its 1870 performances. But Marsh goes on to emphasize that the group's music did much to "break down" such "prejudice against color" and to promote, instead, the cause of "social equality." 54 An 1872 concert in Boston, for instance, "was worth more than a
Congressional enactment in bringing that audience to the true ground on the question of 'civil and rejoiced in this unique instrumentality for bringing gospel truth to the formalists and the materialists whom it was so difficult to reach" (SJS, 96). Thus the songs are an "instrumentality"
for producing a "Christian people," one that is "the same" despite differences in language, nationality, and race-a people, in other words, that is neither racial nor national but ecumenical. 57 Encouraged by their international success, the Jubilee Singers "decided to circumnavigate the globe," making stops in Australia, Japan, and India. While in India they sang at the Taj-Mahal, where "the tones of that beautiful slave song, 'Steal Away to Jesus,' . . . awoke the stillness of that most wonderful of temples" (SJS, 124, 146). By singing at the Taj-Mahal they effectively accomplished their own version of the passage to India confidently predicted in Whitman's poetry, for by establishing "the spiritual as a worldwide phenomenon," 58 their songs became the "international poems" that Whitman had called for in "The Poetry of the Future." 59 In 1890, "having made the circuit of the globe," the Jubilee Singers returned to America to find, as the group's leader put it, that they were "no longer free from that prejudice . . . which The question of American national identity became a matter of concern for Dvořák after he assumed the directorship of New York's National Conservatory of Music in September 1892.
Immediately after his arrival he found himself drawn into ongoing debates about the prospect of an American national music. "I did not come to America to interpret Beethoven or Wagner for the public," he asserts. "This is not my work and I would not waste any time on it. I came to discover what young Americans had in them and to help them to express it." 61 As this search unfolded, however, Dvořák discovered that Americans themselves were increasingly unsure about how to describe their nationality, given the ever expanding influx of foreign immigrants, and, in particular, the so-called "new immigration" from southern and eastern Europe. 62 Dvořák's experience in New York led him to recognize the perspective of those who would argue against an American national music: "Because the population of the United States is composed of many different races . . . and because . . . the music of all the world is quickly absorbed in this country, they argue that nothing specially original or national can come forth." 63 But while Dvořák acknowledges this account of a hopelessly heterogeneous nation, he nevertheless continues to search for a music that will give it unity:
All races have their distinctively national songs, which they at once recognize as their own, even if they have never hea It is a coincidence worthy of note that more than half the melodies . . . are in the same scale as that in which Scottish music is written; that is, with the fourth and seventh tones omitted. The fact that the music of the ancient Greeks is also said to have been written in this scale suggests an interesting inquiry as to whether it may not be a peculiar language of nature, or a simpler alphabet than the ordinary diatonic scale, in which the uncultivated mind finds its easiest expression. Included in DuBois's list of "master songs" is "Swing Low, Sweet Chariot," which appears in musical notation as an epigraph to chapter 12 of The Souls of Black Folk (see fig. 2 ). to Anglo-Saxon sounds, he was deeply invested in the blackness of the Sorrow Songs: "We are that people whose subtle sense of song has given America its only American music," DuBois wrote in "The Conservation of Races" (1897). 81 But this is not "American music" in the Dvořák sense, for while Dvořák had envisioned a single music for a unified New World nation, DuBois asserts of "the Negro people" that "their destiny is not absorption by the white Americans"
("CR," 23). Seeking to avoid such racial "self-obliteration," DuBois imagines "200,000,000 black hearts beating in one glad song of jubilee" ("CR," 24, 23). Race is conserved, then, through the racial identity inherent in these sounds, sounds that were, are, and ever shall be. 82 The question, then, is not whether the jubilee songs are intrinsically racial but whether the race they embody is one's own-whether they are "of me and of mine"-and whether one will choose to acknowledge them as such. On this point DuBois's instruction is clear: "[I]t is our duty to conserve . . . our spiritual ideals; as a race we must strive" toward "that broader humanity"-that cultural pluralism-"which freely recognizes differences in men, but sternly deprecates inequality in their opportunities of development" ("CR," 25). Difference among races is something DuBois "freely recognizes" so long as its effect on cultural resources is not to restrict access to them (such as excluding John from the Wagner concert) but to regulate how people identify with them. If no one is socially barred from hearing these songs, some are racially barred from identifying with them and others are racially required-"it is our duty" ("CR," 25)-to view them as "of me and of mine."
DuBois opposed Booker T. Washington's call for "separation" in "all things purely social," but he doesn't eliminate the color line so much as displace it, transporting it from a social context to a literary one, making sounds-and, by extension, the people whose sounds they are-seem "as separate as the fingers" of a hand. In 1876 Whitman heralds an American nation emerging from civil war to embark upon its "full Democratic career," and in 1895 Dvořák proposes the musical forms on which such a "New World Nationality" will be based. Lanier and DuBois, however, subordinate American national identity to racial identity, and their respective commitments to Anglo-Saxon and Negro music together inscribe within literary form what would become "the problem of the Twentieth Century," the problem of the color line (SBF, 1).
